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TRANSPOSITION  READER 


By  CARL  and  REINHOLD  FAELTEN. 


INTRODUCTION. 


This  reaaer  contains  three  parts: 

First  Part:  Explanations  and  exercises  in  systematic  transposition. 

Second  Part:  Exercises  in  reading  the  ancient  clefs. 

Third  Part:  Practice  in  reading  of  orchestral  notation. 

The  work  is  intended  to  form  a continuation  of  the  foundation  work  as  planned  in  “ Fundamental 
Training  ” and  “ First  Fundamental  Reader.”  These  two  volumes  aim  at  supplying  the  pianoforte 
student  with  the  knowledge  necessary  for  clear  understanding  and  precise  execution  of  music.  The 
object  of  this  Transposition  Reader,  is  to  give  fluency  and  velocity  in  reading  at  sight,  staff  notation, 
ana  transposition,  branches  of  musical  study  which  require  ready  knowledge  and  will  never  thrive  on 
the  basis  of  slow  and  uncertain  thinking.  In  the  opinion  of  the  authors  the  average  pupil  can  acquire 
rapidity  of  musical  thought  only  by  systematic  training. 

The  study  of  music  must  be  regarded  in  the  same  light  as  any  other  branch  of  instruction.  There 
is  no  reason  why  the  pedagogical  principles  which  logically  govern  the  systematic  development  of  men- 
tal force  in  other  directions  should  not  hold  good  in  musical  instruction,  or  why  the  spirit  of  Pestalozzi 
should  not  also  benefit  this  art.  Each  mental  or  physical  act  requires  a certain  amount  of  mental  or 
physical  force  and  acquired  knowledge.  The  smaller  the  fraction  is  which  this  necessary  amount  of 
effort  represents  with  the  actual  amount  of  ability  or  knowledge  possessed,  the  more  safely  and  surely 
the  work  will  be  performed.  If  ^ of  our  knowledge  is  sufficient  to  conquer  the  intricacies  of  the 
task  we  shall  go  through  it  with  ease  and  confidence,  which  will  decrease  when  the  required  knowledge 
represents  larger  fractions,  such  as  ^ of  our  ability.  When  the  demands  of  the  task 

just  equal  our  knowledge  and  skill,  accidental  conditions  will  begin  to  make  Us  uncertain.  Among 
music  students  this  lack  of  confidence  is  very  often  wrongly  attributed  to  nervousness,  a disease  which 
rapidly  increases  when  the  task  outweighs  the  real  ability.  If  it  is,  therefore,  the  aim  of  a teacher  to 
have  his  pupils  correctly,  artistically  and  reposefully  perform  musical  compositions,  his  principle  of 
instruction  should  be  to  impart  the  necessary  knowledge  and  mechanical  skill  before  the  composition  is 
attacked;  the  higher  the  pupil  stands  above  the  level  of  the  work,  musically  and  technically,  the  more 
justified  the  teacher  will  be  in  his  expectation  of  the  pupil’s  successful  performance. 

The  following  pages  contain  comparatively  easy  pianoforte  compositions,  and  do  not  overreach  the 
technical  demands  of  the  third  grade  of  the  Conservatory  Pianoforte  Coiu’se,  the  only  difficulty  being 
found  in  the  peculiar  and  unusual  notation  which  will  enforce  a great  amount  of  attention,  thought  and 
calculation.  The  habit  of  keen  observation  and  accurate  reasoning  thus  acquired  must  produce  more 
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satisfactory  results  in  the  manner  of  practicing  and  the  actual  performance  of  a composition.  A pupil 
who  successfully  conquers  readiug  the  ancient  clefs  and  orchestral  notation  may  be  expected  to  read 
the  usual  pianoforte  clef  with  ease,  and  will  also  be  prepared  to  transpose  at  sight. 

It  may  be  asserted,  that  reading  in  ancient  clefs,  orchestral  notation  and  transposing  are  practically 
required  so  seldom  that  it  is  a waste  of  time  to  give  such  matters  more  than  passing  consideration. 
With  the  same  logic,  algebra,  geometry,  Latin  or  Greek,  etc.,  should  be  removed  from  the  curriculum 
of  our  schools.  Perfect  understanding  and  handling  of  the  tone-modes  and  tonalities  can  only  be 
reached  and  tested  by  transposing,  and  if  these  exercises  serve  only  to  impart  a thorough  insight  into 
the  tonalities,  the  pupil  should  feel  amply  rewarded  for  his  efforts,  though  he  may  never  be  required  to 
transpose  at  sight. 

Such  study,  as  offered  by  the  contents  of  this  volume,  while  calling  for  a great  deal  of  mental  effort 
is  not  intended  to  directly  result  in  increasing  the  student’s  ability  in  execution.  However,  it  will  be 
found  that  the  careful  working  out  of  the  material  will  increase  his  musical  ability  in  general,  deepen 
his  insight  into  musical  matters,  foster  his  skill  in  the  ready  application  of  acquired  knowledge,  and 
will,  in  short,  place  him  intellectually  on  a safe  and  high  plane  of  musical  intelligence  and  independ- 
ence, and  thus  amply  reward  him  for  his  perseverance. 

Before  concluding  these  remarks,  a few  more  words  in  general  regarding  the  author’s  opinion  of 
rational  musical  instruction  may  be  in  place.  If  it  be  true  that  the  development  of  ability , independent 
of  the  teacher's  aid,  must  be  considered  the  final  and  most  important  aim  of  all  education,  this  must  con- 
sequently also  be  true  of  musical  education.  We  call  poor  pianoforte  instruction  that  in  which  the  acqui- 
sition of  knowledge  is  neglected  for  the  sake  of  acquiring  skill,  and  in  which,  more  or  less,  ability  in  exe- 
cution rests  principally  or  merely  on  the  teacher’s  knowledge  and  thought  drilled  into  the  pupil’s  fingers, 
success  by  that  procedure  being  usually  short-lived  and  vanishing  with  the  discontinuance  of  the  teach- 
er’s infiuence.  We  call  good  pianoforte  instruction  that  in  which  the  pupil’s  musical  knowledge  and 
judgment  is  developed  in  appropriate  symmetry  with  the  acquisition  of  executional  skill  until  a degree 
is  reached  where  the  pupil  can  depend  upon  his  own  knowledge,  experience  and  criticism. 

May  this  volume  assist  in  raising  the  standard  of  pianoforte  instruction,  and  thus  be  instrumental 
in  the  further  development  and  keener  appreciation  of  the  art  of  Music. 

Carl  and  Reinhold  Faelten. 

Boston,  Mass.,  October,  1896. 


TRANSPOSITION  READER 


PART  I. 


STAFF  NOTATION  AND  SYSTEMATIC  TRANSPOSITION. 


THE  STAFF  DIAGRAM. 


See  also  Fundamental  Training, 
page  34. 


The  above  diagram  contains  43  notes.  They  are  grouped  into  seven  columns,  each  of  these  con- 
taining six  notes,  except  column  II  which  has  seven  members. 

gives  the  same  name,  and  herewith  octave  relationship,  to  all  the  members  of 

the  same  group.  The  above  columns  should  be  well  and  clearly  impressed  on  the  minds  of  the  students, 
so  that  they  can  readily  recognize  column  and  individual  place  of  each  note. 

Call  column  II  the  first  staff  centre  and  read  columns  I and  III  as  lower  and  upper  neighbors. 

Call  column  VI  the  second  staff  centre  and  read  columns  V and  VII  as  lower  and  upper  neighbors. 

Call  column  IV  the  odd  column. 

Between  the  two  staves  only  one  ledger-line  is  of  essential  importance. 

Correctness  in  Transposition  depends  on  ready  knowledge  of  scale  construction  and  scale  degrees,  on 
fluent  reading  of  horizontal  and  vertical  intervals,  on  rapid  recognition  of  chords  and  on  clear  understand- 
ing of  staff  notation  as  indicated  above. 

(5) 


The  pianoforte-clef. 


P 


A.  P.  S.  4393. 
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Special  observations. 

(1)  Recognize  fully  the  symmetry  of  the  picture  which  the  members  of  the  first  staff-centre  rep- 
resent. 

(2)  Second,  third  and  fourth  ledger-lines  between  the  two  staves  represent  only  substitutes  for  regu- 
lar lines  ; for  instance,  the  second  ledger-line  above  staff  in  bass-clef  substitutes  the  first  line  of  the 
treble  staff,  etc. 

(3)  Accidentals  must  be  clearly  understood  as  to  their  individual  meaning  in  each  case.  They  may 
be  classified  as  follows: 

(a)  Raising  the  tone,  indicated  by  the  note  before  which  the  accidental  is  placed,  by  one  half  step: 

X,  1^. 

( See  the  accidentals,  Nos.  2,  3,  5, 10,  12,  16, 19,  20  of  the  example  below.) 

(&)  Lowering  the  tone,  indicated  by  the  note  before  which  the  accidental  is  placed,  by  one  half 
step:  t?,  jj,  ijjf. 

( See  the  accidentals.  Nos.  1,  4,  9, 13, 15  of  the  example  below.) 

(c)  Raising  the  tone,  indicated  by  the  note  before  which  the  accidental  is  placed,  by  two  half 
steps:  X, 

( See  accidentals.  Nos.  7,  14  of  the  example  below.) 

{d)  Lowering  the  tone,  indicated  by  the  note  before  which  the  accidental  is  placed,  by  two  half 
stops:  jlj. 

( See  accidentals.  Nos.  6,  8,  11,  of  the  example  below). 

(e)  Reminding  of  signature  and  key,  the  return  to  which  was  eqcpressed  already  by  the  previous 
bar:  tj, 

( See  accidentals,  Nos.  17, 18,  21,  22  of  the  example  below.) 


1 2 3 4 5 6 7 8 9 10  11  12  13  14 
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Considerable  irritation  and  even  confusion  are  caused  in  transposing,  by  the  “ reminders  of  key  or 
signature  ” of  class  e,  and  also  by  the  appearance  of  the  ij  in  every  class,  x,  J?!?,  and  occur  compar- 
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atively  seldom.  The  pupil  may  be  warned  that  they  do  not  possess  an  absolute  meaning  in  transposing, 
and  that  it  will  therefore  be  well  to  examine  their  meaning  invariably  before  playing. 

Quick  recognition  of  the  individual  meaning  of  every  ^ should  be  specially  practiced,  as  the  “ nat- 
urals” occur  very  often  in  music,  and  we  have  found  it  of  good  help  to  accustom  a pupil  soon  to  clear 
conception  of  the  alterations  caused  by  the  JJ* 

In  transposition  we  call  the  ||J  of  class  a,  ( see  ex.  !Mo8.  10,  19,  20)  sharp-natural,  of  class  6 ( see 
ex.  [N’os.  1,  15)  flat-natural,  Ij  of  class  e ( see  ex.  'No.  18)  signature  or  key  natural. 

It  may  be  stated  here  that  the  confusion  caused  by  the  customary  accidentals  is  only  apparent  in 
transposition.  When  playing  in  the  key  in  which  the  music  is  written,  they  refer  to  the  absolute  name 
of  the  tone. 

The  inconsistency  in  the  present  use  of  accidentals  is  clearly  illustrated  by  the  following:  The  often  used  raising  of  the 
7th  scale  degree  is  expressed  in  g minor  by  g,  in  b flat  minor  by  fi,  in  g sharp  minor  by  x.  A logical  application  of  g would 
raise  f in  g minor  to  f-sharp,  a-flat  in  b flat  minor  to  a,  f-sharp  in  g sharp  minor  to  f double  sharp. 

Return  to  the  pure  scale  degree  in  mentioned  keys:  B,  i?,  tjg.  b would  do  all  when  logically  applied. 

The  idea  of  using  only  g and  b and  no  Q has  been  expressed  and  advocated  by  others.  In  addition  to  this  we  should  wish, 
for  the  sake  of  transposing,  that  the  above  described  “ reminders  of  signature  ” or  meaningless  accidentals,  expressed  already 
by  the  previous  bar,  should  be  abandoned,  and  that  the  x and  bb  should  receive  the  meaning  of  alterations  by  two  half  steps. 
With  the  adoption  of  these  reforms,  the  difficulties  would  disappear  which  in  transposition  are  connected  with  the  accidentals. 
However,  we  must  be  aware  of  the  fact  that  these  changes  may  be  still  far  off  and  perhaps  never  to  come.  Musicians  are 
conservative  with  time-honored  habits;  besides,  such  reforms  interfere  with  the  business  interests  of  the  publishers  during 
the  time  of  transition.  Hence,  a great  deal  of  special  work  will  be  the  lot  of  our  generation  which  is  doomed  to  struggle  with 
the  happily  few  inconsistencies  of  our  present  staff  notation. 

4.  Pianoforte  music  is  sometimes  written  on  two  treble  staves : < and  also  on  two  bass  staves : 


5.  Special  explanations  for  the  next  exercises. 

( a ) The  numbers  of  Part  I are  written  without  clef  and  signature.  They  are  intended  to  be 
played  in  all  keys  of  the  indicated  mode  by  using  the  Transposing  (7?^  expressed  thus:.j^ 

No.  1 is  signed  .J.=  IV,  which  indicates  that  the  first  staff  centre  represents  the  4th  scale  degree. 

If  the  exercise  is  to  be  played  in  G major,  read  1st  staff  centre  c,  odd  column  e,  2d  centre  g, 
signature  f^;  in  B flat  major,  read  1st  staff  centre  eb,  odd  column  g,  2d  centre  bi?,  signature  bl?,  ei?; 
in  F sharp  major,  read  1st  staff  centre  b,  odd  column  d||;,  2d  centre  fjj!,  signature  6 sharps. 

( & ) Before  playing  supply  the  staff  diagram  with  the  names  of  the  scale  degrees  of  the  required 
key,  and  affix  the  accidentals  with  their  proper  meaning. 

u * 1 r 9 s s 

^ ( raises)  l>  ( lowers  ) jj,  |j,  — j^,  i?,  reminders  of  signature. 

( c ) In  pieces  to  be  played  in  major  or  minor  mode,  apply  for  the  latter  the  harmonic  scale  con- 
structions without  special  notice.  Pieces  only  written  for  minor  mode  are  supplied  with  the  customary 
indications  for  raising  the  scale  degrees  of  the  pure  formation. 
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N9  l.SONG.  Major  mode. 
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N9  2.  SONG.  Major  mode. 
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N9  3.  SONG.  To  be  played  in  Major  or  Minor  mode  (harmonic) 
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Lower  this  tone  in  Minor  mode  by  !>  or!^. 
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N9  4.  ETUDE  for  RHYTHM. 
Theme  and  Variations,  Major  mode 
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N9  5.  Major  mode. 

Allegretto  con  moto.  CZERNY  Op. 139. 
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N9  6.  Major  mode. 

Lento. 


BAUMFELDER  Op.  215. 
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zw~ — 1 : 

M=4E 

-iSi^ 

y 

-i — 

ryiorend 

m 

— 

H 

O' 

pp 

' O’ 

rrr- 

O' 

n\ 

N9  7.  DUET,  Major  mode. 

Con  moto.  BAUMFELDER  Op.215. 


18  ?p  M 

^=IV  f 

«_r. 

> 

— ■■ 

m 

mf 

r^f|r  1 

r pr|r...j 

_f5>.-  

hFIFj 

♦=IV 

rresa 

p 

/’L 

= ^=i= 

FF 

V — 

rF 

-T»-= 

P 

F 

fF=^ 

ft: 

p. 

# — 

# 

y 

» ■ 



fj 

|'>^'  ^ 

.-''n. — j_ 

1 1 ' ^ 

^ i5^ 

r “ ^ w~^ — ^ M 

j 

^ ,1'  » 

7r  1 I* 

m 

1-  1 ) r 

— 

w 

• • ^ r 

J 

r 

r 

F 

i 1-  ■■■  -~g-+= 

1 

F — 

1 

2= 

+= 

( # = IV 

) 

1 

fp 

ttt 

♦ ♦ * 1 

<< 

/) 

. f 

1 

1 

r 

p 

^ r r 

T 1 1 

r r r 

r ^ i J 

• ^ r • 

r r 

■ 

1 

J __ 

_E ^ 

I 

1 ^ I 

J 

1 1 

!li_ 

i ' 

O ^ ^ ^ 

. ^ ^ I 1 

Customary  t|  c 

» # C # # 

r (>  left  ou 

f f 

t. 

0 0 

C « 0 

* 

Ti 

m ^ 

J J U 

^ w m ^ \ m m. 

» ■ m 1 

K K 

K K M. 

rj 

r 

y • w w ^ 

J? P P ^ 

»■  ^ r F r 

1 1 

1 

—1 |_ 

II 

c 

J 

fff 

i 

(♦it  ♦. 

f^f  ’* 

1 1 

tj 

F 

1 1 

!••  1 

— jri- 

^ 

# w 

1 ^ 

r -1 

p ••  ff 

r 

1 1 1 \ T 

r r 

n 1 1 

) 

I 

=±=t=^ 

y- 

I ' 
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ff  flffR 

#■  # fl— r 

^j'esc. 

m 

r p f [r'-  ^ 

N9  8.  MENUET,  Major  mode. 


DIABELLl  Op.l26. 


Moderate  assa 

• 

1. 

J '-{-— 

p i ^ 

( -ji: P_ 1 

) ^=11  pdolce 

_j 

P * 

^ 

i 

— 

_j p — 

^ 

ii 

-i 

VfrFr 

-#-  -« 

* t f . 

Wrf  f r ' 

# f f 

— 0 — 0-^ — 0- 
=p=T= 

/ _ _ ■ _ # . -pr::: 

V i 

; 1 p- 

/ • I 

r 0 

A 3 T * ' ^ 

• 

0 72 

^ 1 

1 r r 

1 1 1 

1 ^ r * • J 

r 

\ 

.J_ 

-j  « 

0 

« 1 ! 1 

1 

V-"f 

P 

f 

f 

P 

■f ♦ 

1 

♦ 

■■  1' 

1 1 

T 1 

fif'esc. 

t 1 J 

— 1 

^ f * 

g w 

n 

i ^ 

^ • r 

w w 

f • • 

^ r 

t r 

r 

ri  r 

Tl 

\ 1 

J J 

_J 



I ' 

i 

\ 

1 

i 

10 

J 1* 

f 



^ 

1 ) 7 1 

^ ) 7 

r 

^ - r 

fi?  J 

1 m 

1 

M L__ 

_d ^ 

z 

- ^ ^ 

)0-Al  sf 

\ % i 

f ' 

f f 

f 

't  't  t 

P 

^ % % 

A M 

.A 

A 

■A  A 

A 

m.  1 

Si  m 

r ■ 

r 

r 

r ^ 

^ “ r 

r 

r 

'W 

_j 









L 

: 1 1 

: _ 1___L  __ 

\ r FT  1 r T ^ ^ 1 1 1 1 ^ 
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RELATIVE  Minor  Mode. 
TRIO. 


m 1 ’ — — 

^ 



M — • 

ij-r^  1 

~I T~ 

{ » m 2 

W — 1 

J 

^ 

- ^ ^ : 

4 * 

• 

r ^ M 

1 

. ^ m 

V ■ r r ^ 

: ^ tti"' 

-I 

r ^ 

“Or ^ — 

1 i 

f 

^ 

i 

f 

1 

P 

-0-  f- 

• 

f V 1 

1 i 

k 4 I i 

1 1 

■ 

i 

r 

1 

__4 

i 

m , i 

I T 

f 

F 

# 

f 

1 

A A 

\ i 

i V 

_s 

_i j 

1 

r 

_i 

w w 

_ 1 J • 

rd 

rr-PP 

r- 



-t- 

* ^ 

^ — r 

• 



F ^ ^ 

J 

A 

l. 

^ M 

* ^ < 

^ 0 .. 

J 

• m 

• 

■ • ^ 

bJ. 

^ I'M 

^ 

h.iv 

P 

■A 

ttT  • 

0 0 

cres 

• 

c. 

't 

0 

1 

• 

wf 

P 

■k 

• Tf 

• 

f 

1 I 

W w 

4 * 

i 

i ,1' 

f B 

V 

f 

w 

i \ 

'4  • 

K 

4 

i m 

T 

K f 

4 

4^ 

^4 — 

w 

-J • • 

-4 — 

w w 

W 

-4 — 

w 

w 

w — 

Menuetto  D.C. 


SPECIAL  NOTICE  FOR  THE  FOLLOWING  PRELUDES  BY  HUMMEL  N99-32. 


The  pieces  are  printed  in  reformed  staff  notation  referred  to  on  page  7.  Notice  the  following  points; 

1.  No  t|  is  used  throughout  the  pieces. 

2. “Reminders  of  signature  or  unnecessary  accidentals”  are  avoided.  Adhere  strictly  to  the  rule: 
The  influence  of  the  accidental  is  limited  to  the  line  or  space  in  which  it  is  placed  and  broken 
by  the  next  bar,  unless  the  last  note  is  tied  over  into  the  next  measure. 

3. 1 invariably  means':  Raise  the  scale  degree  (pure  or  altered)  by  one  half  step. 

4. !?  V : Lower  » n » ( n » » ) by  one  half  step. 

5.  X or  » ; Raise  or  lower  the  scale  degree  by  two  half  steps. 


EXAMPLE. 


Minor. 

In 

G sharp  Minor 
as  usually 
expressed 

In 

B flat  Minor 
as  usually 
expressed 


y = IV 

» r p J — ^ 

jlJ 

l: 

— t ■|"r 

1-^  jj 

T~ 

o* 

»>i il’, L , r r ^ 

— H — i r~ 

4--1'  -|-f 

P^x  J J ^ tifrJ  j- 

1. - 

1 1 J 

o‘ 

ji 

LJ  J J.J  j.tjJ- 

o* 

The  pupils  should  rewrite  some  of  the  Preludes  in  different  keys  with  the  customary  notation  of 
accidentals.  Such  writing  will  insure  clear  understanding  of  the  accidentals  and  prepare  fluent  reading. 
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PRELUDES. 


Exercises  for  transposition  and  for  the  study  of  accidentals. 
Analyze  each  accidental.  N9  9 to  N932. 


HUMMEL. 
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N9  11.  MAJOR. 


A.  R s.  4393'52 
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N«  14.  MINOR. 

Allegro  non  troppo. 

aempre  legato. 


TUT? 

m 

1 ct'esc.  1 

■J'  =\ 

\ L ...g  p.  .— .r:/  . 

P^ 

V 

--0 

N<?  16.  MINOR. 


Allegro  molto  animato^^_____ — _ 

Tti 

— — 



■■  «>  - 

,p  ^ . 

^ . 

,1  1 



■ -.rp  r-r^  — F— 

iznr-rsisza 

W 

1 1 a ^ m 

v-t 

\c 

> 

1 1 

ere 

J 

BB— 

.S7y7^. 

- 

/ ^ IL  ! ^ ^ ^ iL 

“ s'v 

1,1V  .1' 

s 

5r 

tzz-z^±g  .■...-  --■  — 



P 
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P 


\ 

I 


5 


3 


31 


rail. 


Andante 


1 


r 


r 
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m 19.  MAJOR. 

Allegro  armonioHO. 


p ^ r 
=^1 


E 


f 


♦) 


/ ; .IV y 

/ j y •yj 

ffl 

rP 

1- 

\ 

\ 

-r- — 

' 

=41 

P r— : 

p 



m 

^^NOTE:  This  is  the  only  occassion  for  double  sharps  throughout  these  pieces.  Hummel  orginally 
wrote  this  Prelude  in  G sharp  minor  and  intended  the  lower  note  for  c triple.sharp  ||x,  later  in  the  meas- 
ure this  x|c  changes  into  ^c  — the  alteration  indicated  here  by  I?  l>,  by  Hummel  inappropriately 


A.P.  S.  4393-53 


20 


N9  21.  MAJOR. 
Allegro  con  fuoco 


f 

- • ly. ^ 

''"'lisoluto 

-:j- 

1 

M 1 

Andante.  , ^ J 

-^■^--,-■1  K h^g — 

V ^ 

4 

p 

i 

» ^ 

r ► 

. . .j 

II 

Alla  capella. 


f 


s 


^ J I 


J 


p 


rW 


Wfr 


rVII 


f 


-M-  -O- 

f-  ^ 


11 


r«~~~g: 


NO  23.  MAJOR. 
Allegro  moderato 


21 


NO  24.  MINOR. 


NO  25  MAJOR. 


NO  26.  MINOR. 

Con  molto  fuoco. 


— m~iir~3 — m 

h=v  f 

f- 

~ ^ m 

1 Jil  1 J II 

r #4  " 

^ ^ 1 1 1 

\ SD  ^ m 2 □ 

'Z. W. ^ 

A.K  S.43A3-52 
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N9  27.  MAJOR. 


Allegro  comodo. 

r-  n - 

r ttf  r F " r"’Tn 

^ 

— c -0-^  \ym  0 ^ n 

1 

< J-.VI  * 3 

) 1 

"CT  ■ 

8 = 

P '■ 

- f 


n n 


w 


N«  28.  MINOR. 
Audante  con  moto. 


Stringendo  il  tempo. 


A.  P.  S. 4393-52 

Treble-Clef  and  Bass-Clef  are  used  here  to  indicate  the  change  of  centres,  the  former  placing  the 
first  staff- centre  into  third  space,  the  latter  into  second  space  of  staff. 


35 
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PART  III. 

Pieces  for  Pianoforte  in  the  Staff  Notation 
of  Various  Orchestral  Instruments. 

The  following  compositions,  N938  to  54  are  to  be  understood  and  played  as  pianoforte  pieces,  al- 
though the  original  writing  has  been  retained.  The  object  of  such  practice  is,  firstly  to  gain  rapidity  in 
the  use  of  tonalities,  staff  notation  and  transposition  and  secondly,  to  become  acquainted  with  the  no- 
tation and  certain  peculiarities  of  other  instruments.  Continuation  of  such  work  should  practically 
lead  into  score  reading. 

The  pupils  should  not  fail  to  study  more  about  the  orchestral  instruments  (see  Elson’s  Theory). 

We  refer  in  the  following  only  to  the  relationship  of  notation  and  sound  with  which  the  pupils  must 
be  thoroughly  familiar. 

Relationship  of  Notation  and  Sound. 

THE  CLARINETSr mth signature) 

InC. 


THE  HORNS  THE  TRUMPETS 

(without  signature)  or  Cornet  a piston  (without  signature) 


Other  Instruments  which  use  the  g clef. 
with  signature. 


Instruments  which  use 
Bass-Tenor-or  Alto-Clefs. 
with  signature. 


37 

In  the  following  numbers  the  accidentals  are  again  applied  in  the  usual  manner,  \>  and  i]  as  rais- 
ing or  lowering  signs  and  also  as  reminders  of  signature. 
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N9  39.  AIR  ITALIEN. 
Andante. 


CLARINET 
in  B flat. 


PIANOFORTE. I 


fli# 

pf0  0'W  0 ^ 

^Il_— ..j 

• 

f r u= 

) ^y- ------- 

-0~  -0-  0 

•^=F== 

s 

h-  -#> 

-J i — 

iFpf~  f 

i fl' 

•_ 

• c 

p p. 

P 

■ — 

iri  N y, 

I 


(li  

— ^ • • • • 'I 

j ,jmij  T=i 

) .), 

-■■  tJ- 

=r=:r=r=r= 

,_ 

f f-  g-r=^ 

_p m j 

^ ^ 

' '•  ' • ■ " ■ ■ ■ ■ — ' 

V > C-^e:  c iz 

» » E w “-pr*-p-*-p-“-p— 
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N9  40.  AIR  FRANCAIS. 


CLARINET 
in  A. 


PIANOFORTE.' 


(If 

— • — 

1 

/ 

"F” 

44 

f*'  i 


i/£% . r r f-p^ 

J J^. 

=^=¥=fc*^ 

-#-  i» 

p ^ INI 

• • * m .r^ 

^ ^ b 

/• 

m M\ fl'  1 ^ 

«'  fl'  ^ ■ 

i 


Til  Irj-jrt 


m 


w 


V r ^=J 

— k 

rr!g — ^ 

-jfr..._^  fa 

hf!]*>rF 

Cd  r 

. /• 

*“ipiii>-  j 

■'”,  1 

1 

2_i. 

1 *^li 

N9  41.  AIR  ALLEMAND. 
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#==F 


P 


-m-f  m f 

9--'  |»  I 9 


N9  42.  AIR  ESPAGNOL. 


1 C CM 

■ — 

1 

1 

\ 

,7j1 

— — p f 

T r ^ 

p 

— p — p — 

• i»“  i*“ 

r r 

— p — (• — 

|P-  |P-  . m-- 

jft p 

WZ iWZ  'd 

1 

l_ 

1 

l_ 

1 

I *=»= 

ill 

zi-J — 

txi-  J j ^ 

9 ■ 

F F 

/i  M.m« 

2 

p ^ ^ r ^ 
W>  rrrrfr 

■^-T- 

- 

r r r 

■p...  1?^... 

J j j F ^ qy  • 

_ — _e ^ !L 

^ ^ r 

jyj- j 1 

/r-S ^ — F 

— m p 

« U — — U :^" 

■ F "^llp  f 

» 1^ 

rlln 

^ p~f— 

f® 

f^-^rU  9=^=^ 

rr-.f  ^ 

J j j 

pf-^r  T 

-J-^ 

-T  J J 

n 

-T « 

P 

Nl 

^5. 

\ 

Jit  1 

1 

h^jUL 

1 1 — 1 — 
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N9  43.  OLD  GERMAN  SONG. 


■r  1 H 

II  I -f 

■ I- 

1 

i 

/ ^ --  - 

— y~ 

-H-=P= 

J J: 

—jciizzdiz 

-•-■■#  : 

1 ^ m ^ 

1 0 M 

\ T)  ^ ^ 

-J- 

1 

cJ« 

1 

1 1 •!  , 

1 V 

/ TiJ?  L:::  ■ 

M 

1^  • "l 

w ^ m m rj  ~ . 

\ ■▼n'  p 

F ^r- 

rr  J 

""r 

\ Jil-l L 

*1  ^ 

^ T*!  • 

_J 

^ 

I*  ^ 

— — — M 

1 

I 

A 1 

' trr 

1 If'  . 

r 

. ■ ^ . _ 1 L _ L _ ■ — 

r « ^ 

J 

r 

w — 

■ _ 1^  1 

r r 

\ T»>  

^ 

— r 

-K — 0 ^ 

^ r 

r r~?'  ■ 

X m .T.  g 



— =*' 

f — r — ^ 

J "J  "# 

=H=f 

.p.-._._ 

U 

-hE=5= 

• 

ffl 

F?=i 

■1 — 1 h- 

i^= 

P ^ 1 

_(5 

w:  ■'.. 

p-^ 

_j 

i — • 

< J5_U-..  .W.. 

■^=j*=j^ 

<=^ 

1#=^ 

L 

-0- 

4 

itia 

4i 

— L-J 

-J 

--# 

* * r 

— J — 

_< 

1 ^ 

— .—  ■ ^— . 

J j II 

* A 

f=3=F 

(#^ 
^ ja  1,  p 

-f— 

_i 

_p 

-J — t 

=«=i 

— 

_«LJ 

-^»r  M S 

4=4 

V-i 

_j 

9 

(! 

1 

5}-  ■■ 

Xin  1'  - 

— ^ 

-a- 

-0 — — #- 

_j«' 

— 

t 

P 

f — 

— 

9-= 

bjy 

El 

-r-i- 

— t?-  - #■ 

Ji — • 

— / 

.K ' ■ . 

=i.f: 

...  ^ 
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N5  46.  Horn  Quartet  from  Overture  to  Freischiitz.  WEBER. 


A.R  S.  4393-Sa 
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N«  47.  CHORAL. 


St  4 = 

--f  - t - 

— \--j~ 

-1 

1 

TROMBI 
in  F. 

"W 

-J— J — 

rf 

— <sl— J — 

#rr 

— 

f¥ 

r 

a f 

r r 

r#r 

¥i^ 

'T*T?XTr»t)17l 

I^i4  j «' 

=^=5= 

F3=^ 

— 

-jS>— 

"f  P 

~o 

Ir^iNUivcil 

TROMBONI.  < 

4 g 1 — 

— “ — & — 

i> 

-sJ 

T)  \ CO  A I 

u 4 '=^ 

k=+i 

fj 

— i — 

— 

72— 

^^T~r 

UAoovJ  1 

''  4 g 

±=4=J 

[ 

^ /Cs 

rf 


nf 


ff 


rf 


IfT 


r 


1 


f 

/o 


**r  r 


rf 

i 


rr 


5 


¥ 


xe: 


/O 


m 


ZZ=t|g 


]2 


^ 1— 

T-=a= 

F%^ 

, 

=F=r= 

1 

**r  r 

#f  r 

♦rfr 

■■■»■  J-- 

»rf 

oo 

fb^r^ 

o ■ 

i'  ^ p ■ 

a 

~'::i(g",. 

'•■•(g--|g 

~F~F~ 

-f  f r 

rj  p - 

lUl  cl 

) ,1  ^ 

' *):  ftt  o - - 

^ 

nr 

"p“ 

■fTT~ 

/Cn 

— : 

r\ 

_(2 

^ 

==l=t: 

_(2 

(S' 

=f=g=  = 

— o — 

^_j 

4=N 

— ^ 

«i— - 

jl_A.  . 

O — ' 
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N9  48.  CHORAL. 


TRUMPET 
in  E. 


1st  horn 
in  E. 


2d horn 

in  E. 


N9  49.  CHORAL. 


ist  CLARINET 
in  B flat 


2d  CLARINET 
in  Bflat 


HORN 
in  Eflat. 
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TRUMPETS 
in  E flat. 

TENOR  / 
TROMBONI  < 
BASSO  (; 

Nl>50.  CHORAL. 

^ /C 

^ 1 

1 

1 



IK 

1 

rJ  rJ  ^ 

A 

nK TT — ~ 

1 

rJ  , 

o 

|2^ 

•A 

r 

f 

r 

1 

rr 

]**■ 

1 

"1 

n 

^ f 

r 

^ 1 

Ti 

1 

I r 

li:r- 

! r 

1 

___j 

^ 

1 7 

_ ..r- 

IV  »7 

H ’'^ 

r 

ITT^  ^ IE 

72 

r 

rj 

_cJ 

1 r 

1 1 

1 

r: 

N 

t ^ 

fc\*.  * R 

” — lO- 

2 

7 ^ 

fJ 

’’J 

r 

z h'oi: 

J'  • 

h ^ 

_j2 

rJ 

^ ^ 

7^ 

f) 





1 

r j 1 

^ 1 

1 ^ i 

i 

r 

T [ 

_j .J 

_J 

L__J 

^ 7. 

2 a. 

_jcJ <3 J ti. 

yj u 

rJn  o 



_5l ^ 

_2 ^ 

Q CZ A 

jd 

|Fn 

a 12^.^ 

75 

r 

,n  U 

rf 

1 

T 

^ 1 

^ i r 

^ r ^ 

1 

ri 

^ r 

r 

|F7 

1 1 

r r 

r 

r 

'T' 

^ 

1 ^ L 



^ 

^ — 3 

^ nrj  72  i 

' r 

ry  ^ ji 

'2_ 

|5 

A i.1 

“1 

1 -|il  ' 9 6h- 

__L_ 

1 

^ 

2 

V 

_4__ 

1 (— 

1 

r. 

r 

7^ 



1 4\.  - ^ 

r F 't/r? 

2 

2 ,2 

^ M. Fn 

r r?  n Try 

— j 

J 

n 

2b75 

ar-^ 

! 1 

2 (2 

' 

\ ^7 • 

^ « 

; 

' 1 

— 

J 

=5= 

-^Vh- 

r 

rr 

/O 

5 tf- 

m\K  J 

-f 

-15^ 

.a 

© — (5 

) 

#1^  r 

p p — 

C/ 

rr 
. . ... 

f 

”7 

c 

' f 

V 

V 

. *.f 

T5 

2 fl2 

r f 

2 ■ 2 

n 

2 

ir-- 

V ■ 

-— © — 

rr 

rr 

frr 

' J'  1 J 

3fl  " 7^ 

* 1 !> 

i= 

•^2 — 

© 

1 1 ■: 

73 

1 

V 

9 



-0 

==T: 

/O 

.....  --,y— - 

V 

t=r 

L =F= 

/r^ 

M 

J 

_© 1 

-© 

©--© 

t|-© 

— (© — 
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N<*  52.  Andante  from  Sonata  for  Bassoon  and  Violoncello. 


MOZART. 


FAGOTTO. 


VIOLONCELLOS 


3 P- 

-J«==|ir * "Pip 

^ - i - 

lLJ- 

-c — ^ — h — ^ — 

U^j.j  J 1 

■F  r ^ ^ 

>-i  n J 1 Bsj 

i\-113 — ^ } — J ^ ^ --J— J — 

J ^ : 

fP 


fP 


iiRi.  , f ii 

^ ^ 

>--  ■ f ' n 

jtj  

— 

1|9|.  , 4 

-^■.■■-4  -- P-  : 

Ml  rcT  1 

1 1 1 11  9- 

^ 

— r~r — ri*~ 

0 

J J 

J J J J-J--J--- 

# 

^ — 1 — 

J ■*  = 

fP 


rl®1 — # r 

1 1 rf~’  - p- 

,T 

■ . , ^- 

l>  “ *y 

« r P 

^ ; 

'T 

! •>  ‘ 7 ■ 

— m m ■ 

1*  rl* 

r ■ ' p 

r ' r 

1 ^ 

1 " r 

rtvsv. 

—V  9 - 

—v 

m ^ 

I*  « ^ 

« « *”1*  ^p~l* 

PI# 

r ■ 

w m 1*  w 

|V  w 

-. m r m m r m r m 1 

i r 4 - 

___L_ 

1 

r 

^ 

L^'Ly 

1 

1 

nHRi>  ? '’M 

r ff 

i= — 

•i  p V ) 

, ■ 

f fc|:  I -p  p p piip-p-H 

,J  7 

»=*  '- 

fP 

^ =■ 

7*  *1  » I M •/ 

fp 

\ /T — ^ 

■ 7.  p 7 )1  X- 

y ''-y  M y 

* ? f ♦ 

-;  T pJL^JL 

fp 

• l.mrp  T 

A.P.  S.  4393-52 


47 


A.P.S.  4393-52 


48 


OBOES. 


II 


NQ  53.  MENUETTO  from  TRIO  for  2 Oboes  and  English  Horn.  BEETHOVEN 
Q Alleg^ro  molto.  J ' ' * Op.  87. 
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54.  ARIA  CON  VARIAZIONI  for  Clarinet  and  Fagotto, 

Andantino  con  moto. 


BEETHOVEN. 


CLARINET; 
in  B flat. 


FAGOTTO. 
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VAR.  IV. 
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Allegro  assai. 
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NOTICE. 

Attention  may  be  drawn  here  to  another  small  volume  which  belongs  to  the  Fundamental  Training 
Series,  entitled:  ^^Key hoard  Harmojiy/’  containing  Models  for  Improvisation  and  Modulation.  The 
study  of  '^Keyboard  Harmony^’  should  not  be  delayed  till  the  Transposition  Reader  is  finished,  but 
should  be  systematically  taken  up  at  a much  earlier  stage  and  thus  materially  assist  Transposition 
and  prepare  the  students  for  the  scientific  instruction  in  Harmony. 
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